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Choral Dances from Gloriana 
Five Flower Songs, Op. 47 
To Daffodils 
The Succession of the Four Sweet Months 
Marsh Flowers 
The Evening Primrose 
Ballad of Green Broom 
"Increasingly enamoured of the beauty of the voice, this time [Debussy] has 
written from unaccompanied choruses, like his sixteenth-century ancestors." In this 
reaction to the 1909 Good Friday performance of the Trois Chansons de Charles d'Orleans, 
Louis Laloy is nothing short of laudatory, and by comparing Debussy's journey into the 
world of a cappella choral music to the similar settings by the Renaissance masters, con-
firms the artistic versatility and mastery of his own friend and composer. 
Laloy's comparison stated above is worth much more than a second glance. 
The sixteenth-century in Paris featured the blossoming of the French chanson as a legiti-
mate and enduring art form, aided and abetted by the printing and publishing of large 
collections of compositions from either one single composer or many. Perhaps even 
more importantly, the chanson enjoyed popularity because of the attention brought to 
the poetry inspiring the music, led by groups such as the Pleiade which included 
Clement Marat and Pierre Ronsard. Pierre Ronsard, having written the poetry to the 
chanson we hear tonight by Orlande de Lassus, is well known for his gracefulness of 
line and meter, qualities which run through the French idiom in general and can be 
detected the all of the poetry on this program. Yet unlike Marat, Ronsard suffered from 
unpopularity and disdain during his time, and instead more closely resembles our poet 
of the third grouping, the fifteenth-century poet Charles d'Orleans. Born a century. li-
er, this member of the royal family put pen to paper just before the musical chans• 
would take off in popularity, largely writing while held in captivity by the English v 
twenty-five years. One would think his body of work was in a prime position for use by 
the aspiring late Renaissance secular composers, yet one finds an astounding absence of 
his insightful and imaginative phrases until Debussy's homage in the beginning of the 
20th century. (It was only Debussy who found "this little piece [Quant j'ai ouy le 
tabourin] so full of sweet interior music that - naturally - I cannot refrain myself from 
'exteriorising' it".) 
The placement of the seventeenth-century dramatist Jean Racine within this 
poetical context falls at the end of the chronological continuum. As we will hear in the 
music, his elegance of poetic line lends itself to a more developed setting such as the 
Cantique offers, rather than the a cappella texture of the former poets. In general, the 
two centuries before Racine centered on courtly love rather than tragedy, and country 
folk with light and bawdy humorous touches rather than more developed wit and 
comedy. The poetic language chosen by de Lassus and Pierre Passereau, with its overt 
metaphors and simple repetition, develops ideas through pictorial devices and succinct 
ideas, shifting mood easily as each new idea appears. For example, in the folk-like 
Passereau texts the praise of a "good husband" alternates with the "co co" clucking of 
the chickens (with somewhat bawdy humor coming from double "clucking" coming 
from the heads of the women as they gossip and whisper "cuckold.") A different double 
meaning can be seen in the poetry of Charles d'Orleans, where he speaks about his love 
for the "gracieuse" and how "well God has made her," according to the first movement 
of e Trois Chansons. Knowing his fervor for the homeland from which he was 
es; ed for twenty-five years, supported by the knowledge that the majority of his 
ch· ns and rondeaus were inspired by the estrangement, the entire poem becomes a 
metaphor for the love of his native land. Likewise, "yver" in the third movement is a 
metaphor for the coldness coming from his love (and perhaps by extension, his coun-
try), inasmuch as it is about the snow, wind, rain, and hail. These poems are truly all lit-
tle gems, with each tum of the phrase presenting enough for the literary mind to 
expand willingly. How much more so, then, for these able composers who were sitting 
ready for such fodder for their imaginations! 
The selections on the Concert Choir program tonight have strong musical ties 
resulting from their French poetry and literary ancestry. The harmonic language of each 
set, however, presents a multifarious world of color and texture, beginning with the 
Renaissance grouping. These selections share harmonies that for the most part sound 
tonal, yet are also still based in the modal systems of the recent past, abiding by the 
rules of musica ficta to avoid harsh dissonances and unpleasant intervals such as the tri-
tone. Instead of propelling the movement by harmonic development, then, Passereau 
uses rhythmic variations to divide the piece in sections. Against his imitative polypho-
ny, we have de Lassus, who strays from his Franco-Flemish roots in such a piece as 
"Bonjour mon coeur" and does not use the contrapuntal techniques for which he is so 
famous at all. Instead, the mere repetition and like structure of each ensuing term of 
endearment builds the story. 
The texture of the Gabriel Faure Cantique de Jean Racine aurally breaks up the a 
cappella sound worlds of the sets around it. The piano part provides its own lyrical 
melody, and the listener can easily ~etect the nineteenth-century Romantic fashion (as 
heralded especially by German lieder) where accompaniments actually are a duet with 
the vocal line. Faure himself was a man with three distinct compositional periods, each 
with their own distinct quality. This well-known piece comes from the early period of 
his life, composed at only twenty years old at his graduation from the Ecole 
Niedermeyer, and summarizes several of his overarching characteristics, with harmonic 
development that begins squarely in the tonal world and branches off into more impres-
si~nistic colors towards the end through the use of flats. Indeed, the very choice of a key 
~Ith so many flats lends itself to delicacy and nuance, with clear and arching phrases 
fille. grace- qualities that unite him in style more with the Frenchmen of two hun-
dre<... . . rs before than any of his Germanic contemporaries. 
Claude Debussy, perhaps one of the greatest amalgamators of his time, was 
able to apply the best parts of each sound world into one. Fittingly, we hear his Trois 
Chansons last on tonight's program, in a position where the a cappella choral world can 
~mbrace the harmonic language of the Impressionists. He divides sections by altemat-
mg moments of homophony and polyphony, often breaking voices into pairs like his 
""" 
Franco-Flemish kin. Sudden changes in color, as in the second "la gracieuse bonne et 
belle" in the first movement, remind the listener that they are not hearing a piece corn-
posed in the 1650s. These color changes highlight the subtle changes of d'Orleans' poet-
ry in way unfathomable in the latter's own era. Yet conversely, the tambourine-inspired 
vocal parts of the second movement remind one of the madrigalisms found in the early 
chansons and bring the High Renaissance feel yet again into the foreground, at least 
until the C-F# tritone relationship gains prominence in the last pages of the movement 
Debussy's way of bringing together such stark elements into one cohesive whole · 
explains why the Renaissance chanson which had blossomed so quickly in the sixteenth 
century nearly vanished from view for several hundred years. It had to wait _while new 
trends, ranging from trio sonatas and Bach cantatas to Wagnerian opera, expanded the 
realm of music and gave the composer a whole arsenal of expressive gestures. The pro-
gram tonight, then, features the development of these gestures with an eye towards the 
poetical texts inspiring the musical compositions, needing both to comprehend just how 
nuanced and varied the French chanson can be. 
- Elizabeth Eschen 
Passereau: II est be! et bon 
II est be! et bon, commere mon mari, 
II etait deux femmes toutes d'un pays, 
Disant l'une a l'autre: avez bon mari? 
II ne me courrouce, ne me bat aussi. 
II fait le menage, il donne aux poulailles 
Et je prends mes plaisirs. 
Commere, c'est pour rire 
Quand les poulailles crient: 
Co, co, co, co da, petite coquette, qu'est-ce ci? 
Di Lasso: Bonjour, mon coeur 
Bonjour, mon coeur; 
bonjour, ma douce vie; 
bonjour, mon oeil; 
bonjour, ma chere ami. 
Bonjour, he, ma toute belle, 
ma mignardise; 
bonjour, mes delices, 
mon amour, 
mon doux printemps, 
ma douce fleur nouvelle, 
mon doux plaisir, 
ma douce colombelle, 
mon passereau, ma gente 
tourterelle! 
Bonjour, ma douce rebelle. 
He is handsome and fine 
He is handsome and fine, my husband is, 
There were two gossiping women in the 
village, 
Saying one to the other, do you have a good 
husband? 
He doesn't scold me, or beat me either. 
He does the chores, he feeds the chickens 
And I take my pleasure. 
Really you have to laugh 
To hear the cries of the chicks and hens: 
Co, co, co, co, dae, little flirt, what's this? 
Hail, my heart! 
Hail, my heart; 
hail, my sweet life; 
hail, my eye; 
hail, my dear friend. 
Hail, oh hail, my beauty, 
my sweetheart; 
hail, my sweet one, 
my love, 
my sweet spring, 
my delicate new flower, 
my sweet pleasure, 
my gentle little dove, 
my sparrow, my turtledove! 
Hail, my sweet rebel! 
Debussy: Trois Chansons de Charles Debussy: Three Songs by Charles of 
d'Orleans Orleans 
1. Dieul qu 'il la fait bon regarder 1. God! How good it is to behold her! 
Dieu! qu'il la fait bon regarder God! How good it is to behold her, 
La gracieuse bonne et belle; The fair and gracious one; 
Pour Jes grans biens que sont en For all the great qualities that are 
elle within her, 
Chascun est prest de la loiier. Every man is ready to praise her. 
Qui se pourroit d'elle lasser? Who could weary of her? 
Tousfours sa beaute renouvelle. Ever is her beauty renewed . 
Dieu! qu 'ii la fait bon regarder, God! How good it is to behold her, 
La gracieuse bonne et belle! The fair and gracious one! 
Par de i;:a ne de Ia, la mer, On this side of the sea or the other, 
Ne scay dame ne damoiselle I know not of woman or maiden 
Qui soit en tous bien parfais telle. Who is in all of such perfection. 
C'est ung songe que d 'i penser: 'Tis a dream to think of her: 
Dieu! qu'il la fait bon regarder. God! How good it is to behold her. 
2. Quant j'ai ouy la tabourin 2. When I heard the drum 
Quant j'ai ouy la tabourin When I heard the drum 
Sonner, pour s'en aller au may, Beating, summoning us to the fair, 
En man lit n 'en ay fait affray, I did not stir from my bed, 
Ne !eve mon chief du coissin; Nor raised my head from the 
pillow; 
En disant: il est trop matin, Saying to myself: 'tis too early 
mom, 
Ung peu je me rendormiray: A little longer shall I sleep again: 
Quant j' ay ouy le tabourin. When I heard the drum. 
Jeunes gens partent leur butin: The young men and maids share 
the spoils: 
De nonchaloir m'accointeray, Will wrap myself in indifference, 
A lui je m'abutineray: Will find reward in that: 
Trouve l'ay plus prouchain voisin. Found I the nearest neighbour, 
Quant j'ai out le tabourin so{ll1er! When I heard the drum beating! 
3. Yver, vous n 'estes qu 'un villain 3. Winter, you are naught but a rogue 
Yver, vous n 'estes qu'un villain; Winter, you are naught but a 
Este est plaisant et gentil, 
rogue; 
Summer is pleasant and kind, 
En temoing de may et d'avril As witness May and April 
Qui l'accompaignent soir et main. Who accompany her night and 
mom. 
Este revet champs, bois et fleurs Summer clothes filed, woods and 
flowers 
De sa livree de verdure 
Et de maintes autres couleurs 
Par l'ordonnance de nature. 
Mais vous, Yver, trop estes plein 
De nege, vent, pluye et grezil, 
On vous deust banir en exil. 
Sans point £later je parle plein: 
Yver, vous n'estes qu'un villain. 
Heinrich Schutz (1585-1672) 
Der Herr ist groB SWV 286 
In her livery of green 
And many other colours 
At nature's behest. 
But you, Winter, are too full 
Of snow, wind, rain and hail 
You should be banished in e~il 
Without concealment, I speak e. 
plain: 
Winter, you are naught but a 
rogue. 
"Praiseworthy music, amongst other free arts, has not only fallen into great decline 
through the constant perils of war in the beloved Fatherland of our German nation 
in many places is discontinued altogether, standing side by side with other gener 
ruins and prevalent disorder, as is the usual outcome of unholy warfare in the eyes 
Everyman .. . In the meanwhile however, and in order that the talents given me by God 
in such a noble art do not remain quite unused, but rather may create and offer some 
little thing, I have composed and also published to the Glory of God as samples of my 
musical work, sundry little concertos." 
Heinrich Schutz's forthright dedication to the twenty-four concertos in his 1636 Kleine 
geistliche Konzerte points to the devastation wrought by the Thirty Years War, fought 
principally on German soil. Between 1618 and 1648, war, famine and disease reduced 
the German population by one-third, while its male population decreased by nearly 
half. The Dresden court of the Elector Johann Georg I of Saxony, where Schutz served 
from 1615 until his death, felt the war's economic pressures in the late 1620s, unable to 
pay the full wages of its musicians. 
q 
Thus, the socioeconomic environment of the 1636 and 1639 Kleine geisliche Konzerte dif-
fered widely from that of the extravagant 1619 Psalmen Davids, scored for as many as 
twenty voices. The former collections call for only one or two solo voices accompanied 
by continuo. "Der Herr ist groB" presents the laudatory Psalm 145 in two melismatic 
soprano voices which imitate, overlap, and cascade upon one another, resulting in a 
bubbling-over of praise. Like Schutz and his seventeenth-century colleagues, we, the 
modem audience in a war-tom world, may do well to heed the necessity of beauty in 
the midst of suffering and death. 
Psalm 145: 3-4 
Der Herr ist groB und sehr li:iblich 
Und seine Gri:iBe ist unausprechlich. 
Kindeskind warden deine Werke preisen, 
Und von deiner Gewalt sagen, 
Alleluja. 
The Lord is great and very worthy to be 
praised, 
And his greatness is ineffable. 
One generation shall praise your w 
to another 
And shall declare your power, 
Alleluia. 
MaJC-Antoine Charpentier (1643-1704) 
In nativitate Domini nostri ]esu Christi canticum H 421 
The son of a calligrapher and orphaned at age eighteen, Marc-Antoine Charpentier 
barked for Rome in 1667 to receive training in either painting or music. Regardless er the impetus for the voyage de Rome, he studied there for three years with the oratorio 
~mposer, Giacomo Caris~imi (1605:-1674). Wi~ his retu~ to Paris in 1~7?, ~harpentier 
brought his experience with the Italian dram~tic style cultivated by ~a~sslffil. 1;1ough 
he never received royal patronage, Charpentier was awarded the position of Maitre de 
musique of the choirboys at Sainte-Chapelle in Paris during the last years of his life 
(1698-1704). Seventeenth-century musicians considered sacred music at Sainte-Chapelle 
to be second only to the royal chapel at Versailles. 
Charpentier composed thirty-four sacred dramatic works, and divided them into three 
groups: the elaborate and lengthy historiae, the concise and reflective cantica ("canticle" 
or "song"), and short dramatic dialogi, between two persons or groups. Most of these 
or ·os use biblical texts, and all are in Latin, compiled by anonymous writers. Like 
c i, Charpentier employed a narrator, named Historicus, who advanced the plot 
in the voice of both a soloist and the chorus. In tonight's work, the chorus serves dual 
purposes, both describing the action and "playing the part" of the shepherds. 
Christmastide subjects occupy eight of Charpentier's oratorios, and In nativitate Domini 
nostri f esu Christi canticum H 421 is one of his four nativity cantica. Written between 
1698-99, and In nativitate presents the story of the appearance of the angel of the Lord to 
the shepherds of Judah and their subsequent journey to the stable in Bethlehem. With 
the exception of the freely-composed opening recitative and dosing shepherd's song, 
Luke 2:8-16 provides the narrating text and dialogue between the angel and shepherds. 
Throughout In nativitate, Charpentier infused the Italian musical form with French 
dance styles to portray the character of each section: the lively passepied for the angel's 
unexpected pronouncement; the light and quick bourree as the shepherds rise and 
hurry to Bethlehem; the solemn and tender sarabande during the shepherds' prostration 
before the newborn child; and the jovial menuet accompanies the final shepherds' noel-
like song. 
In 1690, Charpentier attempted to answer the question, "Why use different keys?" in 
Regles de composition, which outlined qualities of each major and minor key. He 
des_cribed A minor, the opening key of In nativitate, as "tender and plaintive," and A 
~~Jor, the dominating key of the cdnticum, as "joyous and pastoral." In addition to uti-
~g these colors, he demonstrated sensitivity to choral timbre, often instructing the 
strings or other instruments not to double the vocal parts. Respecting this appreciation 
of the choir-and-continuo sound, tonight's performance includes no such doubling. 
;isten.e~s famili_ar with Charpentier's other nativity oratorios may recognize sections of 
n nat1~1tate ~hich he used elsewhere. For example, Dialogus inter angelos et Pastores . 
f udl" n nativitatem Domini H 420 shares the melody of the angel's song to the shepherd. 
WI... e do not know the liturgical context for performance of such a work, perhaps 
ould engage it as we would a pageant-allowing ourselves to be drawn into its 
mystery, beauty and hope. 
Historicus 
Frigidae noctis umbra totum orbem tegebat, 
et pressos curis homines sopor altus habebat. 
Chorus Pastorum 
Pastores autem Judaeae vigilabant 
super gregem suum. 
Et ecce Angelus Dorninus stetit juxta eos, 
et claritas Dei circumfulsit 
et terruit illos. 
Et ait eis Angelus: 
Angelus 
Nolite timere, pastores. 
Ecce enirnen annuntio vobis gaudium mag-
num, 
quod erit omni populo: 
quia natus est vobis hodie Salvator vester 
Christus Dominus in civitate David. 
Et hoc erit signum vobis: 
Invenietis infantem pannis in vqlutum 
et reclinaturn in praesepio. 
Surgite, pastores, properate, 
festinate, ite Bethlehem, 
et adorate ilium. 
Chorus Angelorum 
Surgamus, properemus, festinemus, 
eamus usque Bethlehem, 
et videamus hoc verbum, quod factum est, 
quod Dominus ostendit nobis. 
Historicus 
Euntes autem pastores pervenerunt 
ad locum ubi puer natus erat, 
et intrantes domurn invenerunt Mariam et 
Joseph, 
et infantem pannis involutum, et positurn in 
praesepio. 
Chorus Pastorum 
Et procidentes adoraverunt eum in culto, 
sed devoto carmine dicentes: 
Chorus 
Salve puellule, o nate parvule, 
quam bonus es. 
Tu coelum deseris, tu solo nasceris, 
nob is te u t rniseris assirniles. 
c 
Shadows of the night cover the earth . 
cold, With 
and, distressed by fear, men lie in d 
eep sleep. 
However, the shepherds of Judah kept 
over their flocks. Watch 
And, behold, the angel of the Lord app 
to them, eared 
and the brightness of the Lord shone ar 
them ounct 
and frightened them. 
And the angel said to them: 
Do not be afraid, you shepherds. 
Behold, I announce great joy to you, 
which shall come to all people, 
because your Savior is born to you to 
Christ, the Lord, in the city of David. 
And this shall be the sign for you: 
You will find an infant wrapped in swaddling 
clothes 
and lying in a manger stall. 
Rise, shepherds, and hasten! 
Hurry to Bethlehem, 
and adore the child! 
Let us rise, hasten and hurry 
even to Bethlehem, 
and see where this news has taken place, 
which the Lord has made known to us. 
As the shepherds arrived 
at the place where the child was born, 
they entered the house and found Mary and 
Joseph, and in swaddling clothes, the child 
lying in a manger. 
They fell prostrate, worshipping him in 
adoration, 
and they devotedly sang: 
Greetings, 0 babe born so poor and small, 
full of grace. 1 
You descended from heaven and we rn 
alone, 
taking on our miserable human forrn. 
_..,a bonitas, excelsa Deitas, 
osuu~· 
vi1is humanitas fit hodie. . 
,4e1emus nascitur, ~ensus cap1tur, 
et rei tegitur sub specre. 
Michael Haydn (1737-~806) . 
Missa sub titulo Sancti Leopoldt MH 837 
0 summit of all tenderness and greatest 
divinity, 
you have become common and human today. 
Eternally born and reaching without bound, 
you protect sinners with your splendor. 
Born five years after his older broth:r, Joseph, ~ich~el Haydn received early musical 
training as a choirboy at St. Stephens cathedral m Vienna. Though he wrote many 
symphonies and divertimentos, his respected reputation was established primarily 
throUgh his sacred compositions. After spending most of his early life in Vienna, 
Haydn was appointed "Court musician and concert master" in Salzburg in 1763. He 
worked with Wolfgang Amade Mozart during this time and, following Mozart's break 
with the Salzburg court, succeeded him as first Court and Cathedral organist in 1782." 
M. el Haydn composed more than thirty works for the Salzburg choirboys, with 
whom he felt close ties, having received his own training at a choir school. They cele-
brated their principle feast on December 28, the Feast of the Holy Innocents, commemo-
rating the massacre of innocents by King Herod. According to Father Heinrich Pichler, 
"On Innocents' Day, Mass is sung in the Cathedral only by the choirboys .. . without bass 
and tenor, and the boys enjoy their best feast. 
The Missa sub titulo Sancti Leopoldi pro festo lnnocentium, completed on December 22, 
1805, was the last work finished by Haydn. In failing health, Haydn wrote of it, 
"despite all these dismal circumstances, I have written a new Mass for our choirboys to 
sing ... and I hear that it has pleased." The melodies of the Kyrie and Agnus Dei particu-
larly reveal Haydn's sensitivity and tenderness. Its name, "in honor of Saint Leopold," 
may have been designated due to the loss of Salzburg's independence in 1803, becoming 
a province of the Austrian Empire under the rule of Leopold Ill. 
Those familiar with the early Missae breves of Mozart and Joseph Haydn will find simi-
lar features in the Saint Leopold Mass. The score calls only for two violin parts and 
''b'.185," omitting violas altogether, as was customary in Salzburg. Lasting only about 20 
minutes, the six movements are set without sectional divisions in the Gloria and Credo, 
contrary to the divisions in the late. masses of his elder brother written at about the 
same time. Haydn employs a trio of vocal soloists throughout the Mass in both solo 
~d ensemble capacities, and the Benedictus presents an organ solo, a regular feature in 
his masses. 
The s.alzburg Cathedral placed musicians in four different balconies for the most festive 
?ccasions. In the Saint Leopold Mass, the trio of soloists would have been accompanied 
m o~e lo.ft by the solo organ and instruments with the full choir being accompanied by 
an ' onal organ and instruments in a second loft. Modem performances without 





K yrie eleison. 
Gloria 
Gloria in excelsis Deo. 
Et in terra pax 
hominibus bonae voluntatis. 
Laudamus te. Benedicimus te. 
Adoramus te. Glorificamus te. 
Gratias agimus tibi 
propter magnam gloriam tuam. 
Domine Deus, Rex coelestis, 
Deus Pater omnipotens. 
Domine Fili unigenite, Jesu Christe. 
Domine Deus, Agnus Dei, 
Filius Patris. 
Qui tollis peccata mundi, 
miserere nobis. 
Qui tollis peccata mundi, 
suscipe deprecationem nostram. 
Qui sedes ad dexteram Patris, 
miserere nobis. 
Quoniam tu solus sanctus. 
Tu solus Dominus. 
Tu solus Altissimus, Jesu Christe. 
Cum Sancto Spiritu 
in Gloria Dei Patris. Amen. 
Credo 
Credo in unum Deum. 
Patrem omnipotentem, 
factorem coeli et terrae, 
visibilium omnium, et invisibilium. 
Et ex Patre natum ante omni saecula. 
Deum de Deo, lumen de lumine, 
Deum verum de Deo vero. 
Genitum non factum, 
consubstantialem Patri: 
per quern omnia facta sunt. 
Qui propter nos homines, 
et propter nostram salutem 
descendit de caelis. 
Et incarnatus est de Spiritu Sando 
ex Maria Virgine. Et homo factus est. 
Lord, have mercy 
Christ, have mercy. 
Lord, have mercy. 
Glory to God in the highest. 
And on earth peace 
to all those of good will. 
We praise thee. We bless thee. 
We worship thee. We glorify thee. 
We give thanks to thee 
according to thy great glory. 
Lord God, Heavenly King, 
God the Father almighty. 
Lord Jesus Christ, the only begotten Son. 
Lord God, Lamb of God, 
Son of the Father. 
Thou who takest away the sins of the world, 
have mercy on us. 
Thou who takest away the sins of the world, 
receive our prayer. 
Thou who sittest at the right hand of the 
Father, 
have mercy on us. 
For Thou alone art holy. 
Thou alone art the Lord. 
Thou alone art the most high, Jesus Christ. 
With the Holy Spirit 
in the glory of God the Father. Amen. 
I believe in one God. 
The Father Almighty, 
maker of heaven and earth 
and of all things visible and invisible. 
Born of the Father before all ages. 
God from God, Light from Light 
True God from true God. 
Begotten, not made, 
of one substance with the Father 
by whom all things were made. 
Who for us 
and for our salvation 
came down from heaven. 
And was incarnate by the Holy Spirit 
of the Virgin Mary. And was made man. 
Crucifixus etiam pro nobis sub Pontio Pilato; 
passus et sepultus est. 
Et resurrexit tertia die, 
secundum Scripturas. 
Et ascendit in caelum: 
sedet ad dexteram Patris. 
Et iterum venturus est cum gloria, 
judicare vivos et mortuos: 
cujus regni non erit fiitis . 
Et in Spiritum Sanctum 
Dominum et vivificantem. 
Qui cum Patre, et Filio 
simul adoratur et conglorificatur: 
qui locutus est per Prophetas. 
Et unam, sanctam, catholicam 
et · · tolicam Ecclesiam. 
C~ or unum baptisma 
in rernissionem peccatorum. 
Et expecto resurretionem mortuorum. 
Et vitam venturi saeculi. Amen. 
Sanctus 
Sanctus, Sanctus, Sanctus, 
Dominus Deus Sabaoth. 
Pleni sunt caeli et terra gloria tua. 
Osanna in excelsis. 
Benedictus 
Benedictus qui venit 
in nomine Domini. 
Osanna in excelsis. 
Agnus Dei 
Agnus Dei, 
qui tollis peccata mundi, 
miserere nobis 
Agnus Dei, 
qui tollis peccata mundi, 
rniserere nobis 
Agnus Dei, 
qui tollis peccata mundi, 
Do/ bis pacem. 
Crucified also for us under Pontius Pilate, 
he suffered and was buried. 
And on the third day he rose again, 
according to the Scriptures. 
He ascended into heaven and 
He sits at the right hand of the Father. 
He shall come again with glory, 
to judge the living and the dead; 
and of his kingdom there will be no end. 
And I believe in the Holy Spirit, 
The Lord and Giver of life, 
who together with the Father and the Son 
is adored and glorified, 
who spoke to us through the Prophets. 
And I believe in one, holy, catholic 
and apostolic Church. 
I confess one baptism 
for the remission of sins. 
I await the resurrection of the dead, 
and the life of the world to come. Amen. 
Holy, Holy, Holy 
Lord God of Hosts. 
Heaven and earth are full of thy glory. 
Hosanna in the highest. 
Blessed is He who comes 
in the name of the Lord. 
Hosanna in the highest. 
Lamb of God, 
who takes away the sins of the world, 
have mercy on us. 
Lamb of God, 
who takes away the sins of the world, 
have mercy on us. 
Lamb of God, 
who takes away the sins of the world, 
Grant us peace. 
Choral Dances from "Gloriana" 
Britten's opera Gloriana, Op. 53, was first performed at a gala event at the Royal Opera 
House, Covent Garden, on June 8, 1953 in the presence of Queen Elizabeth II, in honor 
of whose coronation (which had taken place just six days before) the work had been 
composed. Although popular with the general public, who flocked enthusiastically to 
the early run of performances, the opera was harshly treated in the national press: crit-
·ics who were already skeptical of the composer's meteoric rise to fame were delighted 
that the audience at the gala premiere - largely made up of unmusical diplomats and 
other dignitaries - was baffled by the work, and offended by its warts-and-all portray-
al of an ageing monarch. Always pathologically sensitive to criticism, Britten made lit-
tle attempt to promote the opera after this unfortunate debacle and it only became 
established in the mainstream operatic repertory many years after his death. He never-
theless salvaged certain parts of the score and sanctioned their use in concert perform-
ances. 
The set of six Choral Dances from "Gloriana" for unaccompanied chorus was first p-·-· ,1~ formed by the BBC Midland Chorus in a broadcast of March 7, 1954; the set was la 11 } 
rearranged to include tenor solo and harp obbligato, and it is this later version which 
will be performed tonight. Arranged by Britten for the opening of London's Queen 
Elizabeth Hall in 1967, this newer version is more easily comprehended, as it includes 
the solo tenor music of the "Spirit of the Masque" which introduces each of the choral 
dances. The entire excerpt comes from the beginning of Act II of Gloriana when, on a 
state visit to Norwich, Queen Elizabeth I is feted by the citizens with a masque celebra-
tion. The a cappella choral dances begin with a musical representation of "Time" (a 
quick, lively choral song in triple meter), followed by a musical portrait of "Concord" (a 
lyrical, expressive movement). "Time and Concord" then unite in a graceful double 
canon in sextuple meter setting treble voices against men's voices. The next piece, 
"Country Girls," is a jaunty dance in duple time employing a profusion of dotted 
rhythms, and is followed by an energetic dance of "Rustics and Fishermen" for men's 
voices. The excerpt closes with a final dance of homage to the Queen which combines 
chorus and solo tenor with harp accompaniment. 
- Mervyn Cooke and William B. Wells 
TENOR (The Spirit of the Masque) 
The Masque begins. 
CHORUS 
Melt earth to sea, 
Sea flow to air, 
And air fly into fire! 
The elements, at Gloriana's chair, 
Mingle in tuneful choir. 
TENOR 
And now we summon from this leafy bower 
The demigod that must appear! 
·1 
l 
'Tis Time! 'tis Time! 'tis Time! 
CHORUS: Time. 
Yes he is Time, 
Lusty and blithe, 
Time is at his apogee! 
Although you thought to see 
A bearded ancient with a scythe, 
No reaper he 
That cries 'Take heed!' 
Time is at his apogee 
Young and strong in his prime 
Behold the sower of the seed! 
TENOR 
Time could not sow 
Unless he had a spouse to bless his work, 
!' d give it life -
ord, his loving wife! 
CHORUS: Concord. 
Concord, Concord is here, 
Concord, Concord is here, 
Our days to bless 
And this our land, our land to endue 
With plenty, peace and happiness. 
Concord, Concord and Time 
Concord and Time 
Each needeth each: 
The ripest fruit hangs where 
Not one, not one, but only two can reach. 
TENOR 
Now Time with Concord dances 
This island doth rejoice: 
And woods and waves and waters 
Make echo to our voice: 
CHORUS: Time and Concord. 
From springs of bounty, 
Through this county, 
Streams abundant, 
Of thanks shall flow. 
Where life was scanty, 
Fruits of plenty, 
Swell resplendent 
From earth below! 
~- ~ eek nor Roman 
( , ywoman 
Knew such favour 
From Heav'n above 
As she whose presence, 
But to evensong; 
And, having prayed together, we 
As she whose presence, 
Is our pleasance 
Gloriana 
Hath all our love! 
TENOR 
And now, 
Country maidens bring a tribute of flowers 
To the flower of princes all. 
CHORUS: Country Girls. 
Sweet flag and cuckoo flower, 
Cowslip and columbine, 
Kingcups and sops in wine, 
Flower deluce and calaminth, 
Harebell and hyacinth, 
Myrtle and bay 
With rosemary between 
Norfolk's own garlands for her Queen. 
TENOR 
Behold a troop of rustic swains, 
Bringing from the waves and pastures 
The fruits of their toil. 
CHORUS: Rustics and Fishermen. 
From fen and meadow 
In rushy baskets 
They bring ensamples of all they grow. 
In earthen dishes 
Their deep sea fishes; 
Yearling fleeces, 
Woven blankets; 
New cream and junkets, 
And rustic trinkets 
Our wicker flaskets, 
Their country largess, 
The best they know. 
TENOR 
Led by Time and Concord, 
Let all unite in homage to Gloriana, 
Our hope of peace, our flower of grace. 
CHORUS: Final Dance of Homage. 
These tokens of our love receiving, 
0 take them, Princess great and dear, 
From Norwich city you are leaving, 
That you afar may feel us near. 
lVilliaIDPloIDer(1903-1973) 
Five Flower Songs, Op. 47 
In the early part of 1951, BenjaIDin Britten composed a set of Five Flower Songs for 
unaccompanied chorus, in honor of Leonard and Dorothy Elmhirst on the occasion of 
their 25h wedding anniversary. The Five Flower Songs were first performed at 
Dartington Hall on July 23, 1950, under the direction of Imogen Holst. Holst, the daugh-
ter of the famed English composer Gustav Holst, was a musical assistant to Britten from 
1952 until 1964. This piece was composed during a busy time for Britten. He had begun 
working on his opera based on the Herman Melville novel Billy Budd in 1949, which 
was finished in late 1951. In addition, the well-known Spring Symphony (1949), a work 
for full chorus and orchestra, was composed while Britten was waiting on more of the 
libretto for Billy Budd to be completed. During the last months of 1949, Britten, along 
with tenor Peter Pears, embarked on a recital tour of North America. After this trip, 
Britten set about writing a number of smaller pieces to fulfill promises or to present to 
fri ds. Prior to Five Flower Songs, Britten composed Amo Ergo Sum, a wedding 
m written for the marriage of a publisher's daughter. Immediately after the Five 
f·10 er Songs came Lachrymae, for viola with piano accompaniment, composed in 
anticipation of a visit by the violist William Primrose. 
The first of the Five Flower Songs is based on poetry by Robert Herrick. "To Daffodils" 
compares the life, death, and decay of daffodils to the similar human experiences. This 
song is written in two-part form. In the first section, Britten divides the chorus into two 
groups. The sopranos and basses begin the song, and the altos and tenors enter a meas-
ure later, musically imitating. A triplet figure is prevalent here. The chorus is redivided 
in the second section with the sopranos, altos, and tenors presenting the melody while 
the basses provide the accompaniment, restating the triplet figure. 
Britten chose to base the second song on another work by Herrick. "The Succession of 
Four Sweet Months" is about the months of April, May, June, and July. According to the 
speaker, each month is more beautiful than the last and July is the greatest month of the 
year. "Marsh Flowers" is the third song, based on a poem by George Crabbe. A flower 
and its swaIDp environment are the subjects of the poem. This song has many interest-
ing voice combinations and imitations. The fourth song is based on a John Clare poem, 
"The Evening Primrose." The song is a tranquil setting of this description of a pale rose 
that blooms only at night. The final song, "Ballad of Green Broom," is an anonymous 
poem. The story is of a broom maker and his lazy son. The father forces his son to take 
up the trade, then the boy weds and grows to become a respected broom maker. The 
accompaniment of this song conveys an image of metered woodcutting. 
-Chris Woodstra 
To Daffodils 
Fair daffodils, we weep to see 
Yo" aste away so soon: 
Ji:1 the early-rising sun 
Ha,. ot attain'd his noon. 
Stay, stay, 
Until the hasting day 
Has run 
Will go with you along. 
We have short time to stay, as you, 
We have as short a Spring; 
As quick a growth to meet decay, 
As you, or any thing 
We die, 
As your hours do, and dry 
Away 
Like to the Summer's rain; 
Or as the pearls of morning's dew 
Ne'er to be found again 
Robert Herrick (1591-1674) 
The Succession of the Four Sweet Months 
First, April, she with mellow showers 
Opens the way for early flowers. 
Then after her comes smiling May 
In a more rich and sweet array. 
Next enters June and brings us more 
Gems than those two that went before 
Then lastly July comes and she 
More wealth brings in than all those three. 
Robert Herrick (1591-1674) 
Marsh Flowers 
Here the strong mallow strikes her slimy root, 
Here the dull nightshade hands her deadly fruit: 
On hills of dust the henbane's faded green, 
And pencil'd flower of sickly scent is seen. 
Here on its wiry stem, in rigid bloom, 
Grows the lavender that lacks perfume. 
At the wall's base the fiery nettle springs 
With fruit globose and fierce with poison'd stings; 
In every chink delights the fem to grow, 
With glossy leaf and tawny bloom below; 
The few dull flowers that o'er the place are spread 
Partake the nature of their fenny bed. 
These, with our sea-weeds rolling up and down, 
Form the contracted Flora of our town. 
George Crabbe (1754-1832) 
The Evening Primrose 
When once the sun sinks in the west, 
And dewdrops pearl the evening's breast; 
Almost as pale as moonbeams are, 
Or its companionable star, 
The evening primrose opes anew 
Its delicate blossoms to the dew 
And, hermit-like, shunning the light, 
Wastes its fair bloom upon the night; 
Who, blindfold to its fond caresses, 
Knows not the beauty he possesses. 
Thus it blooms on while night is by; 
When day looks out with open eye, 
'Bashed at the gaze it cannot shun, 
It faints and withers and is gone. 
John Clare (1793--1864) 
d of Green Broom 
:.. was an old man liv'd out in the wood, 
And his trade was a-cutting of Broom, green Broom; 
He had but one son without thought without good 
Who lay in his bed till 'twas noon, bright noon. 
The old man awoke one morning and spoke 
He swore he would fire that room, that room 
If his John would not rise and open his eyes, 
And away to the wood to cut Broom, green Broom. 
So Johnny arose and slipp'd on his clothes 
And away to the wood to cut Broom, green Broom; 
He sharpen'd his knives, and for once he contrives 
To cut a great bundle of Broom, green Broom. 
When Johnny pass'd under a lady's fine house 
Pass'd under a lady's fine room, fine room, 
She call'd to her maid: 'Go fetch me,' she said, 
'Go fetch me th_e boy that sells Broom, green Broom.' 
When Johnny came into the lady's fine house, 
And stood in the lady's fine room, fine room, 
'Young Johnny,' she said, 'Will you give up your Trade 
And marry a lady in bloom, full bloom?' 
Johnny gave his consent, and to church they both went, 
And he wedded the lady in bloom, full bloom; 
At market and fair, all folks do declare, 
There's none like the Boy that sold Broom, green Broom. 
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Ann Howard Jones, Professor of Music and Director of Choral Activities at Boston 
University, conducts the Boston University Symphonic Chorus and Chamber Chorus, 
administers the Master of Music and Doctor of Musical Arts degrees in choral conduct-
ing and teaches advanced choral conducting. 
Recognized for her expertise in conducting technique, choral and vocal pedagogy, 
rehearsal procedures and performance practice, Dr. Jones has recently appeared as 
guest lecturer for the American Choral Directors Association Division and National 
Conventions, the American Guild of Organists Region I Convention, the Long Island 
Choral Festival, the Tennessee Arts Academy, on the summer session faculty in the 
Central Connecticut State University's graduate music program and at Westminster 
Choir College. She was invited to deliver presentations at the national convention of 
the Music Educators National Conference and to lecture on Rehearsal Techniques at the 
International Federation of Choral Music Symposium. She has been a guest faculty 
member at the University of Missouri, Miami University, Drake University, San Diego 
State University, the University of Missouri at Kansas City, Michigan State University 
and the University of North Texas. Dr. Jones has also conducted the Mormon Tabernacle 
Choir in live broacasts. In 2003, she delivered a lecture on Score Preparation for a 
Professional Training Workshop at Carnegie Hall, and the following year she was invit-
ed to prepare the chorus for Charles Dutoit's performance of Stravinsky, Poulenc and 
Faure at Carnegie Hall. She was invited by Chorus America to lead a workshop for 
c<I tors of Children's Choruses on the campus of Northwestern University and in 
Sa:.._ ancisco with the San Francisco Girls Chorus, and she was invited to lecture on 
vocal technique in the choral rehearsal at Juilliard in the summer of 2005. She has 
served on panels for the Chorus America 
National Convention in Washington, D.C. and for the Conductors Guild. 
Equally acclaimed as a conductor, her guest conducting appearances have included 
many All State, district, regional and festival choruses. Dr. Jones was invited to conduct 
the Robert Shaw Tribute Singers, a chorus of singers from Mr. Shaw's select ensembles, 
in closing concerts before the Southern Division of the American Choral Directors 
Association, and the national convention of ACDA. She has conducted the Boston 
University Symphony Orchestra and Symphonic Chorus in the Verdi Requiem in 
Symphony Hall which the Boston Globe called "stirring" and "memorable". Jones 
conducted the Buffalo Philharmonic Orchestra and Chorus in 2003 and 2004. Also in 
2003 she conducted the Boston University chorus and orchestra in the Brahms Requiem 
in Symphony Hall. The Symphonic Chorus and Orchestraperformed Britten's War 
Requiem for the 2004 Eastern Division Convention of the American Choral Directors 
Association, and in 2006 the BU Symphonic Chorus and Orchestra performed Vaughan 
Williams' Dona Nobis Pacem in Carnegie Hall for the inauguration of the new president 
of Boston University. 
Dr. Jones is conductor of the Boston University Tanglewood Institute Young Artists . 
Choruses, a summer program for high school musicians. Members of the chorus have 
performed in the Tanglewood Music Center's performances of Ligeti's Scenes from Danse 
Macabre, Ravel's L'Enfant et /es Sortileges, conducted by Robert Spano, Bach Cantatas con-
ducted by Craig Smith, Leonard Bernstein's Olympic Hymn conducted by John Williams, 
and Mendelssohn's Midsummer Nights' Dream, conducted by Seiji Ozawa. Major works 
performed by the chorus with the Tanglewood Institute orchestra have included the 
Bernstein Chicester Psalms, Mozart Vespers, K. 339, Bach Cantatas #4 and #150, Mozart's 
Coronation Mass, Schumann's Nachtlied, Vaughan Williams' Dona Nobis Pacem, and with 
the Boston Symphony, John Williams conducting, on the BSO's Film Night. The chorus 
also has performed with the BUTI Wind Ensemble in John Harbison's Abraham. In the 
summer of 2006, Dr. Jones conducted the Gloria of Poulenc for the 40th anniversary cele-
bration of the founding of BUTI. 
Dr. Jones was Assistant Conductor for Choruses with the Atlanta Symphony Orchestra 
from 1984-1998 where she was closely associated with the late Robert Shaw, Music 
Director Emeritus and Conductor Laureate. She was the first Conductor of the Atlanta 
Symphony Youth Chorus. She served as Musical Assistant with the Robert Shaw 
Chamber Singers and Festival Singers, whose performances led to numerous recordings 
on TELARC and critical acclaim at Carnegie Hall. As one of the organizers of the Robert 
Shaw Institute, she assisted Mr. Shaw in the musical preparations for the Institute, 
which rehearsed, performed and recorded in France from 1988-1994. 
Dr. Jones' degrees are from the University of Iowa. She has been a member of the 
faculty at the Universities of Iowa, Georgia, and Illinois, and at Wittenberg and Emory 
Universities. While a Fulbright Senior Lecturer in Brazil, she consulted in the 
development of a university choral program and taught choral and vocal pedagogy. 
Among the awards Dr. Jones has received are Boston University's coveted Metcalf1 
Award for Excellence in Teaching, an award based on peer evaluation of work in the 
classroom and student letters of support, and an invitation to lecture for the Lilly 
Foundation's conference on the humanities. 
ELIZABETH ESCHEN conductor 
Elizabeth Eschen, conductor, is a second-year graduate student in the Masters of Music 
in Conducting program at Boston University, where she studies with Dr. Ann Howard 
Jones. Previously, Elizabeth graduated summa cum laude from Providence College in 
Rhode Island, with a double bachelor's degree in English and Music with a concentra-
tion in Vocal Performance. There she received the Rev. Leo S. Cannon Award for excel-
lence in music and dedication to the department. Elizabeth's choral experience started at 
an early age with the Syracuse Children's Choir in Syracuse, NY, under the direction of 
Dr. Barbara Marble Tagg. Years later, she has conducted choirs on both collegiate and 
community levels, acting as the Assistant Conductor during her years at Providence, 
and founding/directing the St. James A Cappella choir in her hometown of Cazenovia, 
NY, during the intervening summers. She also currently serves on the faculty of the 
Summer Vocal Institute at Providence College, where she conducts, teaches classes in 
vocal pedagogy, and instructs a voice studio. Besides conducting them, Elizabeth loves 
singing in choirs as well, and currently divides her time between five different choral 
r S, among them the Marsh Chapel Choir and the recently-founded eight-voice 
'· en's group, the Lorelei Ensemble. As a mezzo-soprano, Elizabeth is active in the 
Boston/New England community, premiering works by Michael Kregler, Joomi Park, 
Christopher Wicks, and an upcoming opera in the spring by Marcus Karl Maroney. Her 
voice teachers include Maria Spacagna and David Harper. 
This performance is in partial fulfillent of the Masters of Music degree. 
Elizabeth Eschen is a student of Dr. Ann Howard Jones 
TIMOTHY WESTERHAUS conductor 
Timothy Westerhaus is a Master of Music candidate in choral conducting at Boston 
University, where he studies with Ann Howard Jones. Fall 2007 marks his third year 
conducting the Boston University Choral Society and its select ensemble, the Chamber 
Singers. At Marsh Chapel, he serves as the Assistant Conductor and Choral Scholar of 
the Chapel Choir, and he is an accompanist for university choral ensembles. 
A native of Minnesota, Mr. Westerhaus studied conducting with Angela Broeker at the 
University of St. Thomas in St. Paul, MN, where he graduated with a degree in 
Liturgical Music in 2004. In the summer of 2007, he studied under Helmuth Rilling at 
the Oregon Bach Festival and par.ticipated in the Bard Conductors Institute. He con-
tinues to study piano with Marianne Fleming Bryan and has performed as a solo, cham-
ber, and concerto pianist, including concerto appearances with members of the St. Paul 
Chamber Orchestra. Honored in 2004 as a North Central ACDA Collegiate Conducting 
Winner, he has enjoyed conducting the Minnesota Chorale as part of its Emerging 
Conductor program, the Basilica of St. Mary Cathedral Choir, and the University of St. 
Thomas Chamber Singers. 
M sterhaus is a GIA Choral Clinician and has presented at several conventions of 
· thi.: tional Association of Pastoral Musicians. He is chair of the NPM Committee on 
Youth, and has published articles in Pastoral Music and the GIA Quarterly. 
This performance is in partial fulfillent of the Masters of Music degree. 
Timothy Westerhouse is a student of Dr. Ann Howard Jones 
Boston University School of Music 
UPCOMING EVENTS AND PERFORMANCES 
Saturday, November 17th, 4 pm 
Saturday, November 17th, 8 pm 
Sunday, November 18th, 8pm 
Monday, December 3rd, 8 pm 
Faculty Recital Series 
BAYLA KEYES violin 
PATRICK RAFFERTY violin 
ROBERT MERFELD piano 
CFA Concert Hall 
Ellalou Dimmock Honors Voice Recital 
CASSANDRA SANTIAGO mezzo-soprano 
MICHAEL NISHIMURA baritone 
SARAH ST. DENIS soprano 
AMANDA BULAT soprano 
CFA Concert Hall 
Faculty Recital es 
RODNEY LISTER 
Works by Davies, Feldman, Fineberg, Ives, Lister 
CFA Concert Hall 
Boston University Symphony Orchestra 
with the Boston University Symphonic Chorus 
DAVID HOOSE conductor 
ANN HOWARD JONES conductor 
CHARLES IVES Psalm 90 
SAMUEL BARBER Prayers of Kierkegaard 
AARON COPLAND Symphony No. 3 
Boston Symphony Hall 
Tuesday, December 4th, 8pm Boston University Chamber Orchestra 
LUDWIG VAN BEETHOVEN Symphony #5 
WOLFGANG AMADE MOZART Finale from Act 2 of Le nozze di Figaro 
Tsai Performance Center 
Thursday, December 6th, 8pm 
Thursday, December 13th, 8pm 
Boston University Wind Ensemble 
DAVID MARTINS conductor 
SAMUEL BARBER Commando March 
VINCENT PERSICHETTI Divertimento 
JOSEPH SCHWANTER Dark Millenium 
DAVID MASLANKA A Child's Garden of Dreams 
Tsai Performance Center 
Time's Arrow New Music Em•" 
Works by Feldman, Gubaidulina, and Ta tsu 
CFA Conce all 
Tsai Performance Center, 685 Commonwealth Avenue 
CFA Concert Hall, 855 Commonwealth Avenue 
Creating a Future for the Arts - An Initiative for the 21st Century 
Creating a Future for the Arts is an initiative that will recognize the artistry of the students and fac-
ulty of the College of Fine Arts by transforming the learning and teaching environment into a 21st-
Century facility that suitably showcases their talents. We are grateful to these donors who have 
committed their support to this project. 
$500,000 and above 
Faye G. Stone, Esq. 
Aram and Jasmine Chobanian 
Read and Andrea McCaffrey 
$200,000 to $499,999 
Stewart F. Lane and Bonnie Comley 
$50,000 to $99,999 
1675 Foundation 
100,000 to $199 ,999 
Harry J. Bardi Irrevocable Trust 
J. David Copeland and Friends 
Darrel and Pamela Griffin 
SungEun Han-Andersen 
FRIENDS OF SCHOOL OF MUSIC 
Friends of the School of Music are a select group of people who, through their annual contribu-
tions, believe in the importance of supporting gifted student musicians through their educational 
activities, events, programs, and performances. We invite you to join the Friends of the School of 
Mui'; t the College of Fine Arts and help support the talented young artists of Boston 
u 
$10,000 to $49,999 
Drs. John A. and Harriet S. Carey 
Mr. and Mrs. Saul B. Cohen 
Ms. Virginia E. Withey 
$5,000 to $9,999 
Boston Organ & Piano 
Oovelly Charitable Trust 
Ann and Gordon Getty Foundation 
Margaret S. Lindsay Foundation 
Montgomery Symphony Association 
Mr. and Mrs. William H. Trayes 
Helen Uffner Vintage Clothing, LLC 
The Ushers & Programmers Fund 
52,SOO to $4,999 
Richard F. Balsam, M.D. 
Ms. Sandra L. Brown 
Ms. Dorothy D. Cameron 
Mr. and Mrs. Richard Grausman 
Robert E. Krivi 
Mr. Leon Earl Fernandez 
Prof. Phyllis Elhady Hoffman 
Mr. Dmitri Ilyin 
Larry G. and Ann Howard Jones 
Mrs. Ellen B. Kazis-Walker 
Mr. and Mrs. Dean Kehler 
Dr. Lillie M. Kumar 
Mr. John E. Loveless 
McFadden Family Foundation 
Mr. and Mrs. D. Joseph Mcinnes 
Ms. Andrea Okamura 
Mr. Kenneth D. Rudnick 
Mrs. Amy Abrich Shemin 
Dr. John Silber 
Mr. Charles A. Stakely 
Ms. Helen j. Steineker 
Ms. Courtenay Brandreth Symonds 
Avedis Zildjian Company 
$500 to $999 
Ms. Elizabeth H. Bower 
Marshalltown Development Foundation Mr. Roger C. Davidson 
The Presser Foundation Dr. Edna L. Davis 
Renaissance Musical Arts, Ltd. Ms. Deborah K. Delano 
Ms. Ellen G. Forst 
$1,000 to $2,499 Mr. Eugene Guberrnan 
Dr. Apostolos A. Aliapoulios Colonel Capers A. Holmes, USAF(Ret.) 
The ASCAP Foundation Dr. Jimmie L. Jackson 
Richard D. Carrnel Charitable Remainder Ms. Joy L. Mcintyre 
Trust Ms. Maureen Meister 
Frank A. D'Accone, Ph.D. Mr. Robert M. Pease 
Mrs. Margaret May Darnen Mr. Joel Sheveloff 
Mrs. Margaret May Darnen Mr. Joseph L. Solomon 
Dr. Richard W. Ekdahl Mrs. Nancy L. Trentini 
$250 to $499 
Mr. Samuel H. Adler 
Mr. Martin Amlin 
Anonymous 
Ms. Paula J. Bishop 
Mr. Bradley M. Bloom 
Dr. Fred A. Bronstein 
Mr. and Mrs. Salvatore J. Cania 
Ms. Joan C. Cavicchi 
Ms. Beth S. Chen 
Mr. Donald R. Clauser 
Lisa And Michael Coran 
Mr. Clifford R. Eisler 
Mr. Norman Elia 
Mr. and Mrs. Stephen B. Eska 
Mr. john W. Fish Jr. 
Ms. Julia A. Hennig 
Mrs. Faria H. Krentzman 
Mr. and Mrs. Robert J. Maganuco 
Mr. William S. McMillan 
Ms. Elaine Murphy 
Mr. Craig Franklin Schreiber 
Mr. Bernard G. Schwartz 
Mr. and Mrs. Robert N. Slotnick 
Mr. and Mrs. Manuel C. Weinberg 
Mr. john Alan Wickey 
This · resents donors who have generously supported our programs for the past twelve months, as of October 26, 
2007. . to program deadlines, some donor names may be absent from this list. We thank you for your understand-
ing. For more information on how you can support the Boston University College of Fine Arts and School of Music, 
please contact Chris Santos, Director of Development and Alumni Relations, Boston University College of Fine Arts, 855 
Commonwealth Avenue, Boston, MA 02215, at 617-353-2048 or ccsantos@bu.edu. 
BOSTON UNIVERSITY SCHOOL OF MUSIC FACULTY 
STRINGS 
Steven Ansell viola• 
Edwin Barker double bass• 
Cathy Basrak, viola 
Bonnie Black pedagogy• 
Lynn Chang violi11 
Jules Eskin cello 
Edward Gazouleas viola 
Raphael Hillyer viola 
Marc Johnson 
Bayla Keyes vio!i11• 
Michelle Lacourse viola• 
Lucia Lin violin* 
Malcolm Lowe violin 
Dana Mazurkevich violi11 
Richard Mackey horn 
Richard Menaul horn 
Craig Nordstrom clarinet 
Elizabeth Ostlingfl11te 
Richard Ranti bassoon 
Thomas Rolfs trumpet 
Mike Roylance tuba 
Matthew Ruggiero bassoon 
Eric Ruske horn• 
Robert Sheena English horn 
Ethan Sloane clarinet• 
Samuel Solomon percussion 
James Sommerville horn 
Linda Toote flute 
Yuri Mazurkevich vio!i11• PIANO 
Ikuko Mizuno violi11 Jonathan Bass• 
John Muratore, g11itar Anthony di Bonaventura• 
George Neikrug cello++ Maria Oodes-Jaguaribe• 
James Orleans double bass Linda Jiorle-Nagy 
Leslie Pamas cello Randall Hodgkinson 
Ann Hobson Pilot harp Victor Rosenbaum 
Barbara Poeschl-Edrich harp 
Michael Reynolds cello• COLLABORATIVE PIANO 
Rhonda Rider cello Shiela Kibbe• 
Todd Seeber do11ble bass 
Roman Totenberg violin++ 
Michael Zaretsky viola 
Peter Zazofsky violin• 
WOODWINDS, BRASS, 
and PERCUSSION 
Laura Ahlbeck oboe 








Peter Chapman tr11mpet Sarah Arneson• 
Geralyn Coticone flute Penelope Bitzas• 
Doriot Dwyer fl11te Sharon Daniels• 
Terry Everson trumpet• James Demler' 
John Ferrillo oboe Gary Durham 
Richard Flanagan percussion Simon Estes• 
Joseph Foley trumpet Kyle Ferrill 
Timothy Genis percussion Jodi Goble 
Ian Greitzer clarinet Phyllis Hoffman• 
Ronald Haroutounian Frank Kelley 
bassoon Susan Ormont 
John Heiss flute Jerrold Pope• 
Gregg Henegar bassoon Maria Spacagna 
Renee Krirnsier flute 
Lynn Larsen horn 
Don Lucas trombone" 
COLLEGE OF FINE ARTS ADMINISTRATION 
Walt Meissner, Dean ad interim 
Andre de Quadros, Director, School of Music 
Jim Petosa, Director, School of Theatre 
Lynne Allen, Director, School of Visual Arts 
Patricia Mitro, Assistant Dean, Enrollment Services 
Mary P. Squiers, Executive Operations Officer• 
Tracy Rider, Director of Admissions and Sh1dent Affairs• 
'Anthony Enslow, Executive Assistant• 
Chris Santos, Director of Development and Alumni Relations 
•-indicates employee of the School of Music' 
HISTORICAL 
PERFORMANCE 
Aldo Abreu recorder 
Sarah Freiberg Ellison cello 
Laura Jeppesen 
viola da gamba 
Christopher Krueger 
Baroq11e flute 
Catherine Liddell 111te 







Baroq11e violin, viola 
Daniel Stepner 
Baroq11e violin 









































E. Wayne Abercrombie 
David Hoose• 
























represented in bold 
++Emeritus 
SCHOOL OF MUSIC 
PRODUCTION DEPARTMENT 
J. Casey Soward, Manager of Production and Performance 
Diane McLean, Stage Manager 
Martin Snow, Keyboard Technician and Restor · 
Roberto Toledo, Head Recordi11g E11gi11eer 
Chris Wilson, Recording Engineer 
Eric Roberson, Scheduling and Programs Coordinator 






855 Commonwealth Avenue, Boston, MA 02215 
617.353.3350, www.bu.edu/cfa 
